Music and electronic technologies have been matching forces for a long time in Latin America. Many composers from different countries in the region were attracted by the new possibilities that tape recording at first, then voltagecontrolled synthesizer and computers, were offering. This article includes excerpts from interviews held with composers César Bolaños from Peru, Manuel Enríquez from Mexico and Alberto Villalpando from Bolivia. These fragments were selected to offer the reader an approach to the musical work and thought of some Latin American composers active in the electroacoustic music field from the pioneering years.
César Bolaños: Variation as finger work
Peruvian composer César Bolaños 1 (b. Lima, Peru, 1931) composed the first electroacoustic piece on tape at the claem (the Latin American Higher Studies Musical Centre of the Torcuato Di Tella Institute), one of the main Latin American centres for contemporary art during the 1960s 2 . He also created mixed media works integrating advanced technologies at that time, including computer assisted composition.
The following two excerpts from an interview with César Bolaños held in his house in Lima, Peru, were recorded by the author in August, 2004. Bolaños composed his first tape piece at claem, Intensidad y Altura (1964) , which was also the first electroacoustic music composition produced at the Centre, while its lab was still in its earliest stages of development.
He also composed, among other works: Lutero, electroacoustic collage on tape (1965); Alfa-Omega, for two reciters, theatrical mixed choir, electric guitar, double bass, two percussionists, two dancers, magnetic tape, projections and lights (1967); I-10-AIFG/Rbt-1 for three reciters, French horn, trombone, electric guitar, two percussionists, two technical c. b.: The laboratory was very… [hesitates] there was no lab, really, at the beginning. The engineer Bozarello was contracted, and we built the first lab together. The intention at that time was to put creative ideas into practice using electronics. And it was built up from whatever we had at our disposal, a home tape recorder, later an Ampex arrived, and then a Neumann microphone. That was more or less all, besides some modulators built by Bozarello himself. Everything was so simple. For speed variation, I would simply use my fingers. c. b.: Exactly. Let's start with the tape. Some of its sounds come from electronic and others from concrète sources. But the original concrète sounds were transformed in the lab in such a way that many of them seem to be generated electronically as well. r. d. f.: And for the guitar, there was a little device used for the spatial distribution of its sound? c. b.: It was originally a four-channel piece. The sound distribution over those channels could be controlled using some micro-switches the guitar performer had close to his feet. Using those micro-switches you could make the sound jump from the front speaker to any other. r. d. f.: Julio [Viera, who premiered the piece], was playing the guitar and controlling the guitar sound distribution over the concert space.
c. b.:
Only the guitar sounds, not those from the tape.
Manuel Enríquez: Electroacoustics through a crystal
The composer, conductor and performer Manuel Enríquez 4 (b. Ocotlán, Mexico, 1926 -d. Mexico City, Mexico, 1994 
So far… so close to your land: Alberto Villalpando
Alberto Villalpando 9 (b. La Paz, Bolivia, 1940) is considered one of the main driving forces of contemporary music in his country. His extended catalogue includes opera, orchestra, chamber and electroacoustic music. He also composed the music for several well-known Bolivian films. Villalpando was awarded the Culture National Prize in Bolivia for his distinguished musical career. The following interview was recorded by the author in La Paz, Bolivia, in July, 1994.
***
Alberto Villalpando: Miguel Angel Rondano and I were fellows at the Conservatory (the National Conservatory of Music), in Buenos Aires 10 . We 8. Raúl Pavón (b. 1930) started experimenting with musique concrète-type sounds that we transformed on tape recorders, copying the tracks from one to the other, changing speeds, and so on. In that way we did what I could call a 'sonorisation', for a visual arts exhibition presented by Delia Puzzovio, Carlos Squirru and a wonderful draftsman, Gimenez a. v.: The Di Tella began in 1963, but Ginastera had already quit the Conservatory by mid-1962 in order to work for the organization which was the centre for music study at the Institute (the Centro Latinoamericano de Altos Estudios Musicales, or claem). At the beginning at the Di Tella Institute there was no electronic music laboratory, we only had some audiofrequency generators, a very nice Ampex tape recorder that came from the United States… But that was like a dog's dream, because that tape recorder ran on 60 Hz power, and so it didn't work properly 11 . In any case, we achieved a few things, mostly with César Bolaños, a Peruvian fellow, that finally was able to include an electroacoustic composition in one of the concerts.
[…] When I went back to Bolivia, I kept working on projects based on the experiences I had had in Buenos Aires. works. That was more efficient, and more eloquent and expressive than what was possible with tape recorders. I composed the incidental music for a play called Atoj Juancito […] then I composed the music for another play, El cuento del zoo. That was a more elaborate production, because I was able to work in a radio studio […] . Later I had other electroacoustic experiences, but this time with a synthesizer I had bought. It was an ems Synthi, an English synthesizer […] I composed a work for ballet [with it], Yamar y Armor. Even though it was conceived for orchestra, there are electronic sonorities mixed in with the orchestra, and the second act has a long electronic fragment in which the tape part plays for nine minutes with no acoustic instruments. a. v.: Ah, yes, Bolivianos…!. It was composed as a result of a specific proposal, because at that time I was writing an opera called Perdido Viajero. That was really an aborted opera project because the text was to have been written by someone who was then a close friend, who suddenly-and I never knew whygot angry with me. Anyway, it's a funny story […] . This poet who was writing the text only delivered the first act of the opera, but never the second and third acts; with that first act, I had already begun working. This opera was an attempt to claim a Bolivian identity, the essence of being Bolivian. It was a really nice libretto, and I started to compose. During the first act, I needed a scene of a political character -it was really a political demonstration that was taking place as if in a nightmare of one of the characters; in fact, it was a nightmare. The action takes place around the time immediately following the Chaco war, 13 which was really the first time in Bolivian history in which a sense of national identity took hold. The Bolivian nation became unified after that event, which explains its relevance. Then the text aludes to Enrique Peñaranda, the president at the time […] , and to problems concerning education and ignorance (1932) (1933) (1934) (1935) was fought between Bolivia and Argentina.
[…]. I went to Italy to participate in a symposium on musical notation. There I met our common friend Leo Kupper, and he was very generous and invited me to go with him to Brussels. There we worked the texts with two of Leo Kupper's friends, both actors. They made some really unbelievable logotones 14 […] We also met a Bolivian girl, Jeanette Inchausti, who at that time was studying dance with Maurice Béjart in Belgium. She had extraordinary vocal and phonetic capabilities, and took the most important part when the full text was read. That is how this opera fragment was produced. Since it was never completed, the only concrete thing that remained was the electronic part. Then I named it, almost as a euphemism, Bolivianos...!.
